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論文的主題是關於藝術如何在日常生活中取材和呈現，我會探討一些有關無所尋常 
的曰常生活的距離感和親密感，在這論文，文本上我多用到學者如探究生活美學的Saito 
Yunko,批判日常生活的法國哲學家Henn Lefebvre和探討日常生活中的實踐的Michel de 
Certeau. 










Jiri Kovanda和Stephen Shore的作品作為作品例子去呈現這些概念。 
接著，在“About space and lived space"的段落中’我會根據Henri Lefebvre的空間 
糸統去傳譯不同的空間在日常生活中有怎樣不同的角色，空間又怎樣被我們影響又怎樣 
再影響我們的生活，這裡我會用 Martha Rosier' s The Bowery in two inadequate descriptive 
system (1974-1975)作為例子去解釋。另外，我亦會用生活在旅館作為一個例子去解釋日 
常生活中的距離和親密感’以Sophie Calle - L’ Hotel Hotel (1981)作為例子。 
此外’除了 Lefebvre，Michel de Certea也針對權力者和個人對日常生活中的一事一 
物的使用方針作出了論述，“Strategies and Tactics”作為兩者之間不用的策略去使用或 
操作不同的空間和事物。作為藝術家或一般人，我們都是“Tactics” ’在這段落中我會 
解釋我們會從何怎樣使用策略，這裡會Jin Kovanda -1 hide (1977)和Francis Alys - Zocalo, 
(May 20, 1999)作例。 










總結的部分’我把自己最近的一本手作書“Some leisure, treasures and pleasures"，一本摘 
錄十多人旅遊經驗的書作為最後的總結。 
The thesis is about art in everyday life and in this field of art, I would investigate 
how intimate and alienate between some aspects in everyday life and any individuals. 
The main texts I used in this thesis are from Saito Yuriko, Henri Lefebvre and Michel 
de Certeau. 
In the first part, “Everyday life aesthetics", it is about how everyday life 
aesthetics is given and possible in different ways, the easiest way would be some 
special aesthetics experiences encountered, yet these experiences are few and far 
between. To make aesthetics experience in everyday life possible, there are also 
autonomous ways to achieve in daily life like what to wear etc. However, the 
everyday routine is still very much possibly aesthetical, I will investigate further to 
see how the neglected speak by themselves and illustrated by some artists' works like 
Luc Tuymans and Chu Yun. 
Secondly, the “Critique of everyday life" and the third part “About space and 
lived space", I relied heavy according to Henri Lefebvre's ideas: his critique of 
everyday life and the system of space. I defined the central idea of everyday life and 
investigate how alienated and mystified the everydayness, and how such alienated and 
mystified situation, which is distant, would probably be resolved in some occasions 
intimately. Again, I put Chu Yun, Jiri Kovanda and Stephen Shore as some examples 
to illustrate the above ideas. 
In ‘‘About space and lived space,’，I explained and relied on Lefebvre's ideas of 
how spaces could be an important part in everyday life, some meanings and the 
system underneath the concrete space, Martha Hosier's The Bowery in two inadequate 
descriptive system (1974-1975) would be illustrated the above idea, and in this part, I 
used livings in hotel room as an example to illustrate the how the space speaks and 
how the space change our mode of living and let us trace the distant yet intimate 
moments, Sophie Calle — L'Hotel Hotel (1981) is chosen for an artwork example. 
Furthermore, between the authority and individual in space, Michel de Certeau 
has also pointed out the idea of "Strategies and Tactics”. As Lefebvre pinpointed 
more about the content of the space itself in relation to people and time, Certeau is 
more concern about how we manipulate the space, pinpointed on the user of the space, 
namely, the strategies and tactics. As an artist we are tactical in nature, I will define 
how tactical we can be, what practices we do with some artists examples to illustrate. 
Jiri Kovanda - 1 hide (1977) and Francis A1 萝 -Zocalo , (May 20, 1999) are chosen to 
illustrate. 
Before conclusion, in “Leisure and everyday life”，back to the ideas of Lefebvre, 
I explained how work and leisure are indispensable to each other and the paradox of 
leisure, which is a break from everyday life yet it is still a part of everyday life. 
However, Lefebvre privileged the artists or any creative individuals to solve such 
paradox as oeuvres, as the artist is actualizing him or herself and being a total man. 
David Hockney and Martin Kippenberger are chosen to illustrate the ideas. 
Finally, in conclusion, I used travelling as an experience in everyday life to 
conclude the above ideas in the thesis. Since travelling means the alternation of 
everyday life due to the change of time and space, it means the change of mode of 
living as well. Within the travelling time, there are special experiences, hotel would be 
our temporary home, the ways we manipulate the foreign spaces and the timeless 
concept of time would also be some examples to conclude the ideas. At the end, I put 
some content of one of my recent work which is a handmade book “Some leisure, 
treasures and pleasures”，which is about the collective memories of different people 
and their recommendations as a travelling guide to illustrate the idea. 
The mode of everyday living 
-a sense of distant intimacy in everyday life 
Everyday life aesthetics 
• Aesthetics experience in everyday life 
• Limitation _ few and far between 
• Autonomous aesthetics experience in everyday life 
- o u r opinion, decision or engage in an action. 
• The neglected in everyday life 
:Luc Tuymans 
:Chu Yun 
Critique of everyday life 
• The central concept of le quotidien, the everyday. 
• Everydayness — The concept of alienation and mystification. 
• Distant intimacy of everyday life 
:Moments 
:Chu Yun 一 Who Has Stolen Our Bodies (2002) 
:Jiri Kovanda - actions 
:Stephen Shore - Uncommon Places (1973-1981) 
• The 'individual' and 'public change' 
About Space and Lived Space 
• Space as a medium 
• The system of space 
:Martha Rosier - The Bowery in two inadequate descriptive system (1974-1975) 
• The Lived Space and the hotel 
:Sophie Calle - UHotel (1981) 
J 
The domain of ( ) 
• Strategies 
• Tactics 
• The practice of everyday life 
:Reading 
:Re-appropriation and end of procedure of creativity 
:Jiri Kovanda-Ihide(1977) 
:Francis A\f - Zocalo, (May 20, 1999) 
Leisure in everyday life 
• Leisure (and work) 
• Leisure 一 a break 
• The paradox of leisure time 
• Oeuvres 
• Painter as a day-to-day worker 
:David Hockney - paintings of the trivia 
:Martin Kippenberger - hotel paper drawing as an artistic biography 
Conclusion: 
Travelling: the alternation of everyday life due to the change of time and space 
• Change of the mode of living 
• The journey of the change of time and space 
:The airport 
:The airplane - as if time has frozen 
• The travelling time 
:Special experience, strangeness, distancing 
:Hotel as a lived space 
:Space: use of space, special owned experience. 
:Time: Timeless time 
• Some leisure, treasures and pleasures 
Bibliography 
4 
Everyday life aesthetics 
• Aesthetics experience in everyday life 
Art in everyday life is usually subject to a form of art that with the theme, 
content, context, or related to the experience in everyday life. When we concerning art 
in this field, it is in a usual way confined to an art object and people at the same time 
usually commenting it with some aesthetics theories to 'judge' what can be an 
aesthetics object.' In this sense, these aesthetics object would become dominant of art 
in everyday life. But to be more precise, the everyday life aesthetics should not be 
confined in only the aesthetics objects, but also attitude, special experience referred 
and aesthetics experience. Let's say an experience of something unexpected, dramatic 
break from our humdrum life, an experience of cooking according to an exotic 
recipe, with the unfamiliar ingredients, and the cooked food is surprisingly delightful. 
Cooking, a daily move in everyday life thus become a special experience, it is similar 
to what Edward Bullough called "distancing."^ Something marked a change and 
separated from what before and after, stood out from the banal experience in everyday 
life. Another example of Saito Yuriko, an unforgettable experience of a lightening 
moment when she heard a Brahms intermezzo at her piano teacher when she was in 
high school, she was like falling in love with the first sound, and she describes the 
experience as “out of gear" from the normal consciousness and being transport to 
other d imension 4 It is also like what John Dewey described as "having an 
experience," "complete in itself; standing out because marked out from what went 
before and what came after. 
‘ Yuriko Saito, Everyday aesthetics, (New York: Oxford University Press, 2007), p.43. 
- I b i d . p.43. . ‘ 
3 Edward Bullough, ” Physical Distance as a Factor in Art and Aesthetics Principle. “ The British Journal of 
Psychology 5, (1912-13), pp.87-118. 
4 Saito. p.44. 
5 John Dewey, Art as Experience, (New York: Capricon Press, 1958), pp.35 and 36. 
5 
• Limitation - few and far between 
Having those special aesthetics experience in everyday life possible in 
everyone's life and its existence is undeniable, but these experiences are not 
adequately or fully account for many aspects of our everyday life, it is hard to say we 
are having our all special moments in our everyday life. One reason is that these 
experiences are distinguished by the nature of infrequency.^ The "distanced" 
experience described by Bullough implies that these experiences are few and far 
between. 
This distanced view of thing is not, and cannot be, our normal look. As a rule, experiences 
constantly turn the same side towards us, namely, that which has the strongest practical force of 
appeal. We are not ordinarily aware of those aspects of things which do not touch us immediately 
and practically ... The sudden view of things from their reverse, usually unnoticed side, come 
upon us as a revelation J 
This is what Jean-Paul Satre written in his novel Nausea，in English translation 
The Diary of Antoine Roquentin. Satre speaking as Roquentin in Nausea, would 
probably deny such possibility, expect in subsequent "recounting" of the experience 
Q 
which we can structure according to a narrative form of organic unity. In addition, 
Roquentin comes to realize that "there is no adventures—there is no perfect 
moments.，,9 These aesthetics experience, they can be experienced only by telling a 
story about it, but it cannot happen together with '�"living." ' ‘ 
6 Saito, p.45. 
7 Bullough, both from p.89. 
s Saito, p.45. 
9 Jean-Paul Satre, Nausea, tr. Lloyd Alexander (New York: New Directions,1969), p.150. 
10 Saito, p.47. 
‘ ‘ C f . "for the most banal events to become an adventure, you must (and this is enough) begin to recount it. This is 
what fools people: a man is always a teller of tales, he lives surrounded by his stories, and the stories of other, he 
sees everything that happen to him through them; and he tries to live his own life as if he were telling a story. 
But you have to choose: "live or tell." 
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• Autonomous aesthetics experience in everyday life 
—our opinion，decision or engage in an action. 
While Satre denied that it is possible to have an aesthetic experience when 
having an actual experience. Saito pointed out the possibility of having an aesthetic 
experience without such perfect moment or special aesthetics experience in which we 
form our opinion, decision or engage in an action. For example, most of us are aware 
to our personal appearance by our self-decision, every time when we go to somewhere 
or meeting some different peoples we can make our decision of what to wear, what 
hair arrangements to have, these decisions and actions are primarily, not exclusively, 
guided by aesthetic considerations,'^ it is how it means to express oneself through 
aesthetic means'^, how to stand up in somewhere. In a sense out of our own 
appearance, we can engage in an action through our aesthetic attitude like choosing 
what to possess. Like if we buy a house, we can choose what kind of house, the older 
or newer one, in what district, what kind of interior design to carry out inside it, which 
kind of floor, wood or tile. ..etc. Furthermore, even within a society, we can reflect our 
own aesthetic opinion toward it, like supporting the preserving of heritage, criticizing 
the format or appearance of a new public building. I believed that these are quite 
familiar with most of us, but only to some who really aware to these aesthetic 
considerations would the experience become aesthetic, the neglect of holding an 
aesthetic attitude to engage in every aspects of life would thus let these aesthetic 
experience to disappear and fade away. 
Saito, p.46. 
13 Besides aesthetics considerations, our decisions regarding these item may be motivated by non-aesthetics 
considerations, such as hygiene, They irony is that sometimes aesthetics interests can jeopardize health issues, 
as in some case of ""rejuvenation" treatment provided by plastic surgery, and body decoration, such as body 
piercing, tanning and tattooing. The ultimate consideration guiding decisions regarding personal experiences 
may be self-expression or desire to impress or shock others, but that does not make the decisions non-aesthetic 
because such desire is carried out through aesthetic means. 
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• The neglected in everyday life 
Our decisions, opinion and engagement to things around us in daily basis are 
within the radar of oneself, we autonomously give an action or reflection to some 
aspects in our everyday life, those examples in the previous paragraph suggested 
some extents of desire, something to express, something we hope it to be like that and 
that, but to examine and investigate further, and to look through every details in our 
everyday life, regarding natural sceneries, objects, experiences, these things are not 
exclusively decided by oneself, let's say, a natural landscape inside the same city that 
you are living, is something not extensively controlled by oneself like us, it is 
something we confront it rather than an autonomous move to choose or even create it. 
And now you go further to that natural landscape, dramatically you found some 
beautiful flower yards blossom under cozy sunshine, this experience then become a 
dramatic discover, something you did not intend to confront. 
These temples of nature are rarely a part of the ordinary landscape of daily life... For most people, 
the lived, the living landscape is the commonplace setting of everyday life.�4 
Moreover, other than landscape, ordinary, mundane objects or experiences are 
often overlooked need to receive equal attention as the dramatic and extraordinary.'^ 
According to Arto Haapala, "strangeness creates a basis for a sensitive aesthetics 
appreciation" and "art is presented in contexts that create strangeness, and the 
tendency in aesthetics has been to maximize strangeness and to minimize 
familiarity."'^ As suggested by Haapala, it is a strategy to sharpening our sensibility 
to see things around us as "strange" then to promote the aesthetic appreciation in our 
everyday life. 
14 Arnold Berleant, Living in the Landscape: Toward an Aesthetics of Environment, (Lawrence: The University 
Press of Kansas, 1997), p. l6. 
Saito, p.49. 
Arto Haapala, On the Aesthetics of the Evoyday: Familiarity, Strangeness, and the Meaning of Place, (New 
York: Columnia University Press, 2005), p.50. 
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However, by making ordinary extraordinary, rendering familiar strange, or to 
illuminate the ordinarily neglected, but gem-like, aesthetics potentials hidden behind 
the trivial, mundane, and commonplace fagade, we also pay the price by 
compromising the very everydayness of everyday life.'^ Haapala acknowledged this 
paradox by observing that "ordinary everyday objects lack the surprise element or 
freshness of the strange, nevertheless they give us pleasure through a kind of 
comforting stability."'^ Here, Haapala seems to define aesthetics as something 
pleasurable, Haapala: “we should simply become more aware of the pleasurable 
aspects of the everyday without making them objects of aesthetic appreciation in the 
traditional sense." 
Here, the desire of making life pleasurable without traditional sense or 
restriction has become the core meaning of everyday life aesthetics as suggest by 
Haapala, it is the desire dominated and make me start to question about so what is the 
aesthetics of everyday life if we are intentionally render things or experiences to 
become more pleasurable, and if we should put an eye to look everything in our life 
with a "lens" of pleasure, then why should not we put an eye to other dimension of 
everyday aesthetic life that normally do not lead to a memorable, pleasurable aesthetic 
experience in their normal experiential context'^ ？ 
As Saito, I am more agreed with the observation by Tom Leddy: 
It would seem that we need to make some sort of distinction between the aesthetics of everyday 
life ordinarily experienced and the aesthetics of everyday life extraordinary experienced. However, 
any attempt to increase the aesthetic intensity of our ordinary everyday life-experiences will tend 
to push those experiences in the direction of the extraordinary. One can only conclude that there is 
a tension within the very concept of the aesthetics of everyday life.^^ 
At the end, the aesthetics of everyday life can be concluded by some artists I 
will talk about and their works to illustrate in the next paragraph. The attempt of these 
artists are to examine the ordinary, to render ordinary to ordinary, not only to search 
for pleasure by decision and action, but making the ordinary prevailing, as if the 
artists do to read through details in ordinary everyday life, to make quality and enrich 
the every dimension of everyday life, from the very beginning of the process to the 
execution of these kind of art works. 
17 Saito, P.50. 
‘8 Haapala, pp.50-51. The next passage is from p.52 
Ibid’p.51. 
Thomas Leddy, Eveiyday Surface Aesthetics Qualities: 'Neat', 'Messy '. Clean ', Dirty The Journal of 
Aesthetics and Art Criticism 53:3, (1995), p.18. 
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：Luc Tuymans 
When we look through Tuymans's work, it is not easy to find that his work is 
about light. According to Stephan Berg, "it is not, however, light in the metaphysical 
sense, divine illumination, as it figures in a tradition of religious representation that 
stretches back hundreds of years in the Catholic Netherlands; nor it is light as the 
vehicle for demonstrations of painterly virtuosity, like that which found such splendid 
expression in the subtle highlights of the still like painting of the Golden Age, 
Tuymans's light is a secular one and indeed clinical in its unstudied directness.""' 
With these works, the artist usually put the artificial light from lamp or 
television on some ordinary objects in his paintings. Lamp and television are the 
ordinary objects just come to hand easily, the artificial components of his works is 
ordinary means and objects from everyday life like a shirt or still life with ajar of 
water and fruits. 
The way how the artist put the source of light is questionable if we consider the 
light is to be put on the objects, as it radiates to not only the objects painted, it 
indicated that the light is not to make the objects on stage or spotlighted, but the light 
itself, and like what Berg said, "the most ordinary subjects are deprived of their solid 
22 
forms and become as it were luminous entities." By making these luminous images 
in painting, it is believed that not merely to preserve the components within the image 
but to create something more delicate and rich. 
"‘ Stephan Berg, Luc Tuymans: The Arena, (Munich: Hatje Cantz Puvlisher, 2003) , p.85. 
Ibid. P.86 — 
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：Chu Yun 
He found many possible elements in everyday life such as electronic appliances 
at home and a light-off living room. Constellation is formed by more than ten 
electronic appliances that can easily be found in any household, most commonly, 
television, computer, printer, cell phone, electronic cooker, speakers and so on. The 
artist emphasizing the tiny light indicating a button switch, and putting them under 
complete darkness, then he managed to make an atmosphere that imitating the sky of 
starry night. 
This work of Chu was putting the ordinary objects and presented them as 
ordinary objects again, the electronic appliances are banal, always around us. These 
appliances are that we used to use routinely and habitually, it is believed that different 
audiences do have experiences to them under different time, place, identity and 
emotion. In this sense, it provides us a chance to read through the ordinary objects and 
something behind it. 
Constellation ,Chu Yun, 2006, installtion. 
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By using them to imitating the starry night, there is a common living experience 
suggested - we all need and have these appliances, they make our life more 
convenient and at the same time they can provide us “a scenery" of starry night as 
well, in case we want to enjoy the starry sky, the most convenient way is to put these 
appliances together which designed to make our life more convenient. 
Chu Yun has remained in continual pursuit of obscuring pain and happiness, skeptical of 
dispositions that can be clearly defined by explicit suffering, joy, tragedy, or anger. Chu Yun's 
pursuit of the "hidden" derives from his recognition of the real. This has, in turn, made him more 
and more willing to abandon the use of strong visual images to attract people, and left him to 
ponder the question of how an artist can become a medium for transcending the visible stuff of 
everyday life. Smile of Matter is the first solo exhibition of Chu Yun, which invites people to 
experience the invisible power hidden within his art works - In the end, you will realize the 
disappearance of your imaginary works, which, however, return to the works eventually. ^^  
Here, we can see Luc Tuymans and Chu Yun are finding their contents or 
touches of their art works from the banal everyday life, or the tiny details which we 
usually neglected in our daily life, since they are quite invisible to us though they are 
concretely always around us, I would say they are sensitive in catching these tiny 
details and slowly swallow them into their art which suggest another insightful angle 
for us to look through our life with the given human touch. Tracing the ‘invisible’ and 
presenting it again in a different way and suggesting something back to the tiny 
details, this is how I think about my practice in my art work as well. 
二 Hun Fang, Chu Yun: Smile of Matter, first solo exhibition curated by Hu Fang in Vitamin Creative Space, 
Guangzhou, China. 2007. 
http://www.vitamincreativespace.com/en/project/viewProject.do?id=20023 
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Critique of everyday life 
• The central concept of le quotidien，the everyday. 
After investigating the aesthetics in everyday life, let's further investigate and 
criticize the concept of everyday life. The word everyday life means something taken 
for granted in everyday life, the deadening experience of banality, triviality, which is 
repetitive and boring. Henri Lefebvre spent almost forty years to his series Critique of 
Everyday life, and his concepts will be most referral in this part of the thesis. 
It is from the Surrealist that Lefebvre drew the central concept of le quotidien, 
the everyday, at heart this was a notion of the banal, trivial and repetitive quality of 
life, this idea of 'the everyday' and of ‘everydayness’ is thus not the same as simply 
'everyday life' or 'daily life', these terms were more often used to refer to the 
uncatalogued, habitual and routine nature of day-to-day living rather than used 
critically to refer specifically to the alienated, dry 'everydayness' of daily life.24 
• Everydayness - The concept of alienation and mystification. 
Thus, to criticize everyday life is to begin with complaining “life is boring". 
What does this mean and what are the implications of boredom? It happens when we 
"go on autopilot", “not really thinking", “doing nothing" and "walking around in a 
daze". I believed that it happens to everyone sometimes, or usually. All these idioms 
express a felt distance between consciousness and body, and thus between subjectivity 
and identity.^^ This 'distancing'^^ and estrangement amounts to an insidious form of 
alienation that is often 'mystified'. That is the alienation of mind from body. Here, 
it means the habitual, repetitive and boring dry everydayness was provided a ground 
to lead to a symptom of “alienated” symptom of mind from body, which is 
"mystified", puzzled. 
Rob Shields, Lefebvre, Love and Striggle: Spatial dialectics, (London and New York: Routledge, 1999) p.66 
- - I b i d , P.67. 
26 Here, "distancing" does not mean the same as what Bullough said in the previous section of the thesis, 
distancing' here means the alienated, distanced symptom of mind from body, not the same as Bullough said a 
sharpening experience that mark the change of what before and after. 
27 Henri Lefebvre and Norbert Guterman, La Conscience mystifee, (Paris: Gallimard, 1936, new edition, Paris: 
Le Sycomore,1979) sentences translated by Shields, p.67. 
13 
And Lefebvre further argues that this is a symptom of more than conditioned 
docility, for example, assembly line workers who force themselves to be automata 
until the end of their shift. 
And Lefebvre found four kinds of alienation: 
1 the alienation of the worker who is treated like an object; 
2 the alienation and annihilation of the creative and self-fulfilling aspect of 
labour itself, which is divided into repetitive and meaningless assembly-line 
tasks; 
3 the alienation of people from their own 'human need for self-actualisation 
through creative work; and 
4 the alienation of people from their bodies and 'natural needs'.^^ 
In such concept of alienation, the core criticism of Lefebvre to everyday life is 
he foregrounded the lack of authenticity and the pervasive domination of daily life by 
alienation, which turns daily life from a set of creative and self-actualising 
experiences into the boring and repetitive “everyday,,.3� 
For the Surrealist approach was tended to create their own romantic world 
instead of stick to the alienated daily life and the dry everydayness, as a kind of 
revelation to the mind and body. However, Lefebvre criticize the personal romantic 
revolution of the Surrealist, yet, by transforming consciousness by changing the 
everyday routines and material elements of daily life, and by the presence or 
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• Distant intimacy of everyday life 
From the concept of alienation of everydayness, yet, Lefebvre argued that the 
"alienated" and "mystified" everyday life does not mean there is a perpetual 
alienation, each elements in everyday life are potentially unalienated, extraordinary by 
the occasions for 'moments'. And Lefebvre did not put a clear distinction of two 
distinct sets, the alienated and unalienated, but two overlapping sets. Each element of 
the alienated everyday is also potentially an element of the unalienated extraordinary 
set. This overlap means that each and every activity must be rethought as a dialectic 
of presence and "absence".^' Each activity is simultaneously an opportunity for 
32 
alienation and for dis-alienation. 
:Moments 
To define moments, moments are those instants that we would each, according 
to our own personal criteria, categorise as "authentic" moments that break through the 
dulling monotony of the "taken for granted", moments outflank the pretensions of 
wordy theories, rules and laws, and challenge the limits of everyday living. 
Moments are "revelatory of the totality if possibilities contained in daily 
existence", and "were ephemeral and would pass instantaneously into oblivion, but 
during their passage all manner of possibilities - often decisive and sometimes 
revolutionary - stood to be both uncovered and a c h i e v e d . M o m e n t s are those times 
when one recognized or has a sudden insight into a situation or an experience beyond 
the merely empirical routine of some activity, a moment is a flash of the wider 
significance of some “thing” or event — its relation to the whole, and by extension, our 
relation to totality.^^ 
A word that Lefebvre uses as a synonym for alienation and mystification. 
32 Shields, p.70. 
33 Ibid, P.58. 




By formulating his own idea of "moments", Lefebvre also put an objection to 
Henri Bergson's notion of time, and denied that he is using the term "moments" in 
any Hegelian sense, such as "moments of inertia，,.36 By ‘‘moment，，，Lefebvre means 
that the experience of time passing is variable. One does not feel that time has 
"stopped" or that one is outside time - It is, in a sense "timesless", instead of time 
travelling in an arrow-straight line, we need to think of lived time qualitatively. ^^  
Furthermore, Rob Shields thought that Lefebvre may mean that lived time is a "form", 
which can be conceived of as thing quite separate from its contents,^^ moments are 
themselves essential forms in which everyday contents are arranged in recognizable 
patterns, as such they are experience of detachment from the everyday flow of time.^^ 
And if moments as the essential forms, which are detached from everyday flow 
and everyday flow is in the recognizable pattern, then what is the totality of the 
everyday life in this sense? 
Lefebvre once again defined moments as glimpses: "Partial totalities, I see them 
as point of view reflecting totality，，*。Totality is defines as the entirety of existence, 
plus all that can potentially exist in the future as a result, neither just one instant, nor 
an absolute revelation, they link the particular to the universal because each moment 
is a fragment of totality, it is the sum of these fragments.'^' 
And Lefebvre's idea of totality: 
Everyday life, in a sense of residual, defined by "what is left over" after all distinct, superior, 
specialized, structured activities have been singled out by analysis, must be defined as a totality . •. 
Everyday life is profoundly related to all activities, and encompasses them with all their 
differences and their conflicts; it is their meeting places, their bond, their common ground.^" 
36 Ibid, p.59. 
37 Shields, p.59. 
According to Rob Shields, Lefebvre commented that in the 1940s and 1950s he wrote dozens of pages in a 
theory of moments, none of which were published. Some, however, may survive in the collection of 
correspondence that Lefebvre sent to Norbert Guterman, now in Butler Library, Columbia University. 
Shields, p.60. 
40 Henri Lefebvre, Le Somme et le reste "Preface" by Rene Lorau, (Paris: Meridiens Klincksieck 1989), p.60, 
translated by Shields. 
41 Shields, p.60. 
Henri Lefebvre, Critique of Evervdav life Vol.1, tr. John Moore (London:Verso, 1991), p.97. 
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Therefore, in contrast to the Surrealist, opposing the Surrealists approach of 
personal romantic revolution, Lefebvre and Guterman made a solution: 
For us, the solution was in the direction of the horizon. We were those who scrutinized the horizon. 
We looked towards forward not backward. To the question "What is thinking” we didn't respond 
with being but with the possible 43 
The idea of everyday life introduced by Lefebvre is about and existing and 
"Where to go?" which is about a question what can be potentially exist in the future. 
The significance of everyday life was that "it alone was a measure of the balance 
between human realization as ‘7 ’homme total” (a total man) and its dialectical 
aesthetics, alienation，,** 
Again, I will use some artists and their works to illustrate the idea of alienated, 
dry everydayness and moments of Lefebvre. And I chose Chu Yun again, Jiri Kovanda 
and Stephen Shore. Although they are using different medium in their art works, there 
is a common concern of them in the sense of the discovering the common, familiar, 
almost invisible in everyday life, and manipulating them into something that thing 
might happen in that way, providing an unusual new angle for us to look through the 
everyday life, or giving a new insight to the empirical routine in daily life that in 
relation to the whole, which is the everyday life. 
43 An interview with Lefebvre, February 1988; Hess.R, Henri Lefebvre: The adventure of a centwy, (Paris: 
EdiotionsA.M. Metailie, 1988), p.54. 
44 Mark Poster, Existential Marxism in Postwar France: From Sartre to Althusser, (Princeton: Princeton 
University Press, 1975), p.244. 
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•• Chu Yun - Who Has Stolen Our Bodies (2002) 
Chu Yun has collected the banal elements, ordinary objects in daily life from 
different peoples, putting them together and illustrated an insightful “moment,’ by 
demonstrating his work "who has stolen our bodies". 
He asked some used soaps from his friends and placing them neatly onto a plain 
white platform, we can see some soaps in different sizes and colours and merely see 
their brands only if the soaps in just used a bit. In this work, there are soaps with 
different brands and scents from different users, the used soaps as some objects, it 
account for the residues from everyday life and soap as an object itself. Soap, is a 
daily object that touching our body repetitively, but when we buy soap usually it is 
without any consideration except considering the cleanness and the scents it provides. 
"Who has stolen our body" could be account for the destiny of soaps, to be 
consumed by its user repetitively and continuously. And on the other hand, soap 
cleans our body, the residues from our body was also "stolen" by the soap, 
It is a delicate and poetic suggestion by Chu to rethink about the relationship of 
soaps and us, and suggested an intimate relationship of the banal daily objects 
between the users of it, which we would not give a focus or any time to think about it 
in most daily situation. 
Who Has Stolen Our Bodies, Chu Yun, 2006, installation, soap. 
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：Jiri Kovanda - actions 
He is a self-taught artists from Prague, his work from the 1970s to 2000s were 
usually shown as a document with only one or a few photos and some texts indicating 
the title, date and venue. These photos are some records of his 'actions'. 
In an interview of Kovada and Hans-Ulrich Obrist, he refused to called them 
performance or events but actions, which is a more neutral word about the moving 
body or an engagement to something. His “actions', was to alter the elements usually 
on the street on the everyday scenes or his activities in daily life, and these “actions” 
plus the document together was became his own form of art and these fragmental 
“actions’，then become his own art. 
Untitled (On an escalator …turning around, I look into the eyes of the person standing behind me ...) 
(3 September 1977) Jiri Kovanda, 1977, photo documentation of the action. 
XXX, (I arranged to meet a few'friends ... we were standing in a small group on the square, taking .. suddenly, I 
started running; I raced across the square and disappeared into Melantrich Street) (Janiiaiy 23’ 1978) Jiri 
Kovanda, 1978, photo documentation of the action. 
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It is similar to the concept of "moments" suggested by Lefebvre, using the 
elements in the everyday to become many fragmented actions indicating something in 
daily life might happen in that way, remain ordinary but at the same time an insightful 
to something people usually neglected in everyday life. And it is believed that usually 
when his “actions，，were carried out on a public place, there were not much attention 
was given to him as well. He created and documented these “moments” with daily 
"actions". In the same interview with Hans-Ulrich Obrist, he said that: 
HUO: In many of your actions, then, you did things that straddled the boundary between 
intelligibility and disappearance. Could you talk a bit more about this dimension of your 
aesthetics? 
JK: I think that the message that I was sending out was not intended for the people who were 
present when the actions happened, at the concrete moment they were taking place. The 
message was intended more for those who would read about them as actions. What I was 
interested in was that something ordinary, something normal, might happen that way. 
That's what they were all about. For me, they don't have any symbolic meaning.'^^ 
45 Jiri Kovanda, Vit havranek edited, Jiri Kovanda 2005-1976 actions and installations. Conversation I: 
I always felt that I didn '1 need a studio, (Prague: transit & jrp | ringier,2006), p. 106. 
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:Stephen Shore - Uncommon Places (1973-1981) 
Shore was known for his deadpan image of the banal scenes and objects in the 
United States,46 when he was seventeen, he was Andy Warhol's photographer and 
shooting the scenes in his studio and peoples around him. Uncommon Places, is a 
series of mundane and banal scenes that he took as photographs in the US when he 
was travelling around in North America in 1973-1981, he shoot meals he ate, toilets 
he went, beds he slept and peoples he met, as if it is a visual daily as a record. 
However, in an interview of him and Aaron Schuman, Shore: 
...it isn't a dairy of life-geared to making photographs, it is a diary of a photographic trip — it's 
things I 'm encountering, but it's also things I 'm encountering for the sake of encountering them.. . 
I don't expect someone to look at this and have any particular sense of what I did in my life. But 
what (Uncommon Places) is really about, is my explorations, my travels, through looking.幻 
In this sense, the record of these banal scenes in his photos was subjected to the 
scenes itself, rather than merely personal experiences. The ordinary scenes and objects 
remained ordinary, as if it is a series of travelling records of the North American at 
that specific time, that we would never really see these kinds of scenes in any 
travelling catalogues of presenting the North American, it is more than just a personal 
memorable daily. Uncommon Places is to show, to explore the neglected and given a 
chance for us to travel the "uncommon places". �^nu 
(Left to right) Perrine, Florida, Nov. 11, 1977 
Ginger Shore, Causeway Inn, Tampa, Florida, Nov. 17, 1977 
Room no. Holiday Inn. Brainerd, MI. July 11, 1973 
Stephen Shore 
1975-2003, c-print, 20 x 24 inches 
姑 Wikipedia, http://en.wikipedia.org/wiki/Stephen_Shore. 
Aaron Schuman, An autobiography of seeing, Stephen Shore 's "Uncommon Places ", (2004), 
http://www.aaronschuman.com/shorearticle.html. 21 
• The HndividuaVand ‘public change， 
After criticizing the Surrealist approach about solving alienation in everyday 
life, Lefebvre and Guterman also further criticized Heidegger's argument of 
"thing-ificaiton" and the separation of consciousness from the body and experience. 
Heidegger argues that, in the ordinary "world of experience", people's creations 
AQ 
and even their lives speared to them as “thing" that were impossible to change, this 
process of "thing-ification" {Versachlichung) was based on Lukacs study of reification: 
"everything, once it appears in the world, takes on an existence entirely independent 
of its creator and purpose."49 And Heidegger also separated individual consciousness 
from the body and experience, the body becomes an object over against the subject, 
the situation of modem individualism.^^ 
By refusing the Surrealist approach, Lefebvre and Guterman also refused the 
idea of developing consciousness of individuals. They argued that, individualism as a 
form of self-consciousness cannot be explained by itself, or by digging deeply into 
psychological theory or into developing metaphysics to "ground" modem 
individualism, such an approach merely reproduces the commodity form in which 
objects become unable to comprehended and alienated by appearing as things that 
they are not and by hiding their real nature.^' Also, by separating the body and 
consciousness, let's say bourgeois life as an example, the blind worship of such 
qualitative life and alienation are not only economic but also lie in inability to 
comprehend, thus, bourgeois life which is artificial and constructed by quality then 
distanced from the real and makes "mystification" possible, "mystification" thus 
derived from our alienated situation. 
Furthermore, one more significance of Lefebvre's approach to reification is to 
conceive it in terms that are at once spatial and embodied, or "lived", for instance, 
Lefebvre refers to Paris as his passion, yet also as his alienation from his homeland in 
the Beam in the French Pyrenees.^^ 
Shields, P.68. 




” I b i d , P.69. 
53 Ibid,p.69 
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About Space and Lived Space 
In this section, I will investigate further about Lefebvre's idea of "lived" space 
as mentioned above and his idea of different spaces, and the production of space. 
• Space as a medium 
Lefebvre suggested the production of space is always social, including the 
spatial area, the material and human being engaged in certain time. Lefebvre: 
Everyday space differs from geometric space in that it has four dimensions, which are in a 
two-by-two opposition: 'right/left — high/low. Similarly, everyday time has four dimensions which 
differ from dimensions as mathematicians and physicists would define them, namely the 
accomplished, the foreseen, the uncertain and the unforeseeable (or again: the past, the present, the 
short-term future and the long-term future.) ... The more deeply we analyse them, the more subtle 
and the more differentiated these ideas become. With respect to social space, we will distinguish 
between subjective aspects and objective aspects. 
Space, as a medium and the changing way in which we understand, practice and 
live in terms of our space provides clues to how our world of nation-states is giving 
way to an unanticipated geopolitics - a new sense of our relation to our bodies, world 
and planets as a changing space of distance and difference.55 
’4 Henri Lefebvre, The Critique of Evoyday life. Vol. 2. tr. John Moore, (New York. London: Verso, 2002), 
p.231. ‘ 
Shield, p. 147. 
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.The system of space 
The system of space suggested by Lefebvre is not only merely about the human 
geography, planning and architecture, which considered people and things merely "in" 
space, to present a coherent theory of the development of different systems of the 
spatiality in different historical periods, these "spatialisations" are not just physical 
arrangements of things but also spatial patterns of social action and routine as well as 
historical conceptions of space and the world.^^ According to Lefebvre, “space can 
only be grasped dialectically because it is a concrete abstraction... The concrete 
abstraction is simultaneously a medium of social actions, because it structures them, 
and a product of those actions.” ^^  
In such an abstract concept of spatiality, Lefebvre propose a threefold dialectic, 
they are the Spatial practice, the Representation of space and Spaces of representation, 
though there are no concrete distinction between the three aspects, they are 
indispensably linked and related to each other in the real life. 
1 Spatial practice (Perceived Space) 
Spatial practice with all its contradictions in everyday life, space perceived in the 
commonsensical mode - or better still, ignored one minutes and over-fetishised the 
next.58 In addition, spatial practice concerns competence and performance, it consists 
of practical skills and tends to become habits or routines. Spatial practice is not 
necessarily the result of a logical or intellectual plan, but it has some regularity and 
very repetitive in often. 
2 Representation of space (Conceived Space) 
Which might equally be thought of as discourse on space; the discursive regimes of 
analysis, spatial and planning professions and expert knowledges that conceive of 
59 space. 
3 Spaces of representation (Space lived) 
This might best be thought of as the discourse of space, this is space as it might be, 
fully lived space, which bursts forth as what called “moments', of presence in the 
previous passages. It is derived from both historical sediments within the everyday 
environment and from Utopian elements that shock one into new conception of the 
Shields, p. 146. 
Mark Gottdiener, Social Production of Urban Space, (Austin: University of Texas, 1985), p. 128. 
58 Shields, p. 160. 
5') Ibid, p. 161. 
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spatialisation of social life，Lived space is the underground side of social space, it 
reflects not the plans of the powerful but the experiences of the ordinary users, Lived 
space concerns the meaning of a place. 
:Martha Rosier - The Bowery in two inadequate descriptive systems (1974-1975) 
Martha Rosier (b. 1943 in New York) is an artist whose work is focused on 
everyday life and the public sphere. Often involved in community related projects, she 
adopts journalistic-style investigation to turn attention to degraded urban 
environments, at the same time denying the capacity for that system of representation 
to transfer the reality depicted.^' 
IgLJHLJELJSLJBLJB^LJ 
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The Bowery in two inadequate descriptive systems, 1974-1975 
Martha Rosier 
Series of 45 gelatin silver prints of text and images on 24 backing boards, 
each backing board. 30 x 60 cm 
In The Bowery in two inadequate descriptive systems, Rosier took the mundane 
scenes like the shabby front door of the closed shops, banks and the used alcohol 
bottles which being thrown on the streets. All these scenes are associated with the 
presence of visible alcohol bottles nearby, as to indicate the presence of the drunken 
men some time ago, and the texts are available as reference to the context between the 
drunken men and the places in the Bowery. The series of photo are presented as a 
60 Ibid, p. 161. 
61 Alfredo Cramerotti, Aesthetic Journalism: How to Inform Without Informing, (UK,USA:Bushs"n Books, 2009), 
P.60. 
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documentation of the urban blight, each of the frames included a photo juxtaposed 
with a few words on the other side. 
The Documentation as a means to representing something is usually filled with 
fewer emotions and less subjective, with a clear framework to present a certain factual 
event. In this work, Rosier just used the almost minimum amounts of element to 
present the scenes of urban blight of the drunken men and The Bowery, the 
photograph, the texts and the frames. Without coloring the photographs, they give less 
emotions and less unwanted noise, the images are depicted as factual as possible 
resemble to the newspaper. 
Documentary, with its original muckraking associations, preceded the myth of 
journalistic of objectivity and was partly strangled by it ... This mainstream documentary has 
achieved legitimacy and has a decidedly ritualistic character. It begins in glossy magazines and 
books, occasionally in newspaper, and becomes more expensive as it moves into art galleries 
and museums ... One can handle imagery by leaving it behind. (It is them, not us.) One may even, 
as a private person, support causes.^^ 
With only the two descriptive elements in a documentary, she deliberately 
pointed it is 'inadequate' in the topic. With only the images and the texts, the audience 
may know what happened with their own sense and knowledge, it will thus become 
an information the audience might get to know but not thoroughly known, because we 
have never seen the 'presence' of the whole thing like the presence the drunken men. 
The ambiguity between the given information and the unknown fact lead us to the 
starting point of the whole thing, whether it is the drunken men made the space like 
that or the environment evoked the men to drink, the work leaving the ambiguous end, 
however, as the topic suggested it is ‘inadequate’，Rosier deliberately put this 
ambiguous end to indicate what would be adequate: no single descriptive model can 
appropriately portray what creates such compartments of urban isolation and life 
privation like that of Bowery in the 1970s, the only possible approach would be to try 
reading in between the lines of the means of representation, be that historical, cultural 
or sociological.63 
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(With the words: comatose, unconscious, passed out, knocked out, laid out, out of the picture, out like a light) 
The work of Rosier also illustrated Lefebvre's idea of space. 
The Spatial practice (Perceived Space) in Hosier's work, is the bars or 
anywhere in The Bowery, or it is the routine that the soldiers and workers who work 
there in everyday life. It indicates the social group (the men working or living in The 
Bowery who love drinking) and the social classes (the soldiers, the working class, the 
residents who are relatively improvised in the city.) 
The representations of space (Conceived Space) here is the bars or any places 
of public entertainment, the alcohol shops, the piers, the logistic companies, the house 
in The Bowery, the establishment of these dominated space is driven by the historical, 
economic, technological, social and cultural reason. 
The representational space (Lived Space) here is Rosier’s opinion and 
experience on these drunken men's experiences, memories, incidents, leisure time, 
lonely time and their own stories, which are the way how these drunken men 
manipulated The Bowery. 
By the analysis above, we can see how indispensable the three aspects in 
regarding the drinking activity of the men in The Bowery in Rosier,s depiction of 
them in her work. 
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• The Lived Space and the hotel 
And I am more interested in the Space lived in Lefebvre's threefold dialectic, as 
it is the most personal spatialisation between the three, in which our engagement is 
most abundant within the three. At the most personal level, it is how we think of 
ourselves in spatailalised terms, imaging ourselves as an ego contained within an 
objectified body.64 People extend themselves - mentally and physically — out into 
space much as a spider extends its limbs in the form of a web, we become as much a 
part of these extensions as they are of us, it includes, arrangements of objects, work 
teams, landscapes and architecture are the concrete instances of this spatialisation, 
also, ideas about media images of cities and perceptions of "good neighbourhoods" 
are other aspects of this space, which is necessary produced by each society as it 
makes its mark on the Earth.^^ 
For instance, the lived space in hotel room while travelling can be adequate to 
account for the above idea. 
Hotel is a place that could be belonged to everybody in some length of time, we 
can buy a living in hotel, it is a common place provide ‘living’ space and time for us 
by paying a price, it could be belonged to everyone and not belonged to everyone who 
lived there when we regard the ‘living’ in hotel. We own it and at the same time we 
share it. This place, provided living to us in terms of time is temporary. 
When we choose a hotel to live before travelling, we will look for one 
considering the location and environment within the specific city, it includes the 
images from the internet and the information of the neighbourhoods. And after we 
arrive to the hotel and through the door of the hotel to the receptionist counter then to 
a specific room, the services, the architectures of the hotel, the arrangements of the 
objects inside the room and the scenery outside the window would then be part of our 
physical and mental extensions in the journey. 
Shields, p. 146. 
' ' I b i d , pp. 146-147. 
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：Sophie Calle - UHotel (1981) 
In 1981, Sophie Calle was work as a chambermaid in Venice for three weeks, 
during the period, she on the one hand worked as a chambermaid and on the other 
hand worked as a spy to look through everything in the room of different guests in the 
rooms. She photographed her findings in the rooms and juxtaposed her words, her 
imaginations as a novel depiction to the actual scenes in those rooms that she 
“visited". 
VIM 
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Photographs from Sophie Calle, L Hotel (1981) 
The unmade or never slept in beds, the stray items left in bathrooms, any 
residues from everyday life like the trash in the rooms, the contents of suitcases and 
closets are the contents in her photos, she recorded anything from the strangers, 
though they are the strangers, Calle was able to penetrate to part of their life, to be 
more precise, part of their everyday living residues. In one text, Calle reveals the 
attachment she feels for the tenant, after he is gone, she writes, ‘‘He has left his orange 
peels in the wastebasket, three fresh eggs on the windowsill, and the remains of a 
croissant which I polish off.. • I will try to forget him... I shall miss him." ^^  
We can see the connection of the intimate relationships of Calle and the strange 
guests in the hotel, as Calle said: ‘‘I spent one year to find the hotel, I spent three 
months going through the text and writing it, I spent three months going through the 
photographs, and I spent one day deciding it would be this size and this frame, it's the 
last thought in the process.” 
''''Calle photographs obsessed with intimate lives, http://tech.mit.edu/V 110/N9/calle.09a.html. 
67 Sophie Calle - The Hotel, http://kansas-sky.blogspot.com/2()l()/l 1/sophie-calle-hotel.html. 
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The domain of ( ) 
Furthermore, between the authority and individual in space, Michel de Certeau 
has also pointed out the idea of'Strategies and Tactics'. As Lefebvre pinpointed more 
about the content of the space itself in relation to people and time, Certeau is more 
concern about how we manipulate the space, pinpointed on the user of the space, 
namely, the strategies and tactics. As an artist we are tactical in nature, I will define 
how tactical we can be, what practices we do with some artists examples to illustrate. 
• Strategies 
Strategies seek to colonize a visible, specific space that will serve as a “home 
68 
space" for the exercise of power and domination. That is, in order “to delimit one's 
own place in a world bewitched by the invisible powers of the o t h e r . S t r a t e g y is 
the calculus of force-relationships which becomes possible when a subject of will and 
power (for instance, a proprietor, an enterprise, and a city), political, economic and 
scientific rationality has been constructed on this strategic model 
• Tactics 
Tactics, on the contrast, are dispersed, hidden and ephemeral, and improvised in 
response to the concrete demands of the situation at hand, they tend to reliant on the 
art of collective memory.^' Unlike strategies, the place of tactics belongs to the other, 
a tactic insinuates itself into the other's place, fragmentarily, without taking it over in 
its entirely, without being able to keep it at a distance, also, because it does not have a 
space, a tactic depends on time 一 it is always on the watch for opportunities that may 
be seized “on a wing", it must constantly manipulate events in order to turn into 
“opportunities,,.72 For instance, in the supermarket, the housewife confronts 
heterogeneous and mobile data - what she has in the refrigerator, the tastes, appetites, 
and moods of her guests, the best buys and their possible combinations with what she 
already has on hand at home.‘ 
明 Michael E. Gardiner, Critiques of Evefyday Life, (New York: Routledge, Taylor & Francis Group, 2000), 
p.172. 
的 Michel de Certeau, The practicc of Eve fydav life, (Berkeley, L.A. and California: University of California, 
1988 )，p.36. 
7丨' [bid, xix. 
71 Gardiner, p. 172. 
” -Cer teau，xix . 
7� Benjamin Highmorc, The EvcnxUiy life Reader^ (New York: Routledge, Taylor & Francis Group, 2002), p.70. 
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• The practice of everyday life 
After defining "Strategies and Tactics", here we will see the relations of them, 
and it is a power rhetoric system of their practices. 
Since strategies owned a space and their power sustains within the domain of 
them, but tactics are on the contrary using, manipulating the space. Many everyday 
practices like talking, reading, moving about, shopping and cooking, etc. are tactical 
in character, there are many “ways of operating，,?^ ，the practice of tactics resembles to 
the victories of the "weak" over the “strong” as suggest by Certeau. It is similar to 
Lefebvre's idea of “Lived space", that tactics are look for their opportunities to use 
and manipulate by their actions, minds, emotions, tastes...etc., but not by owning or 
take over it. A tactic manifests itself not in its products but in its methodology. It has 
to take action on things in order to make them its "own", or to make them "habitable". 
Its products are not necessarily objects (e.g. they may be as invisible and personal as 
the alteration of a story during the process of reading, or of a recipe while cooking). 
Certeau: “...our research has concentrated on the use of space, on the ways of 
frequenting or dwelling in a place and in many ways of establishing a kind of 
reliability within the situations imposed on an individual. 
Strategies are able to produce, tabulate, and impose these spaces, when those operations take place, 
whereas tactics can only use, manipulate, and divert these spaces. 
74 Highmore, p.70. 
乃 Certeau, xxii. 
7'’ 丨bid’ p.3(). 
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The practices of the two are in the power rhetoric system as suggested by 
Certeau, he took language as an example to illustrate the rhetoric system between 
strategies and tactics. 
In this discipline of rhetoric offers models for differentiating the "turns" or tropes of which 
language can be both the sit and the object, on the other hand, these manipulations are related to 
the ways of changing (seducing, persuading, making use of) the will of the another (the 
audience)7^ For these two reasons, rhetoric, the science of the "ways of speaking", offers an array 
of figure-types for the analysis of everyday ways of acting even though such analysis is in theory 
excluded from scientific discourse. Two logic of action (the on tactical, the other strategic) arise 
from these two facets of practicing language. In the space of a language (as in that of games), a 
• 78 
society makes more explicit the formal rules of action and the operations that differentiate them. 
:Reading 
Reading is also an example to illustrate manipulation of the tactics in which 
readers do not owned the story of authors. For Certeau, although reading is a passive 
activity, it is a tactical enterprise and an extremely important one, it is a silent 
production, “the drift across the page, the metamorphosis of the text effected by the 
wandering eyes of the reader, the improvisation and expectations of meanings inferred 
from a few words, leaps over written spaces in an ephemeral d a n c e . I t accounts for 
reading, as a passive activity is rendering and manipulated by the reader by the 
reader's own thoughts or logic from the sources provided by the book. “He insinuates 
into another person's text the ruses of pleasure and appropriation: he poaches on it, is 
transported into it, pluralizes himself in it, thus, ruse, metaphor, arrangement, this 
production is also an invention of the memory ... a different world (the reader's) slips 
80 
into the author's place.” 
77 See S. Toulmin, The Use of Argument (Cambridge: Cambridge University Press, 1958); Ch. Perelman and L 
Ollbrechts-Tyeca, Traite de I argumentalion (Brussels: Universite l ibreJ970) ; .I.Dubois, et al. Rliefonciue 
generale (Paris:Larousse, 1970); etc. 




：Re-appropriation and end of procedure of creativity 
After all, Certeau suggested that these “ways of operating" constitute the 
innumerable practices of the tactics means they are re-appropriate the space of the 
others (the strategies'), these re-appropriation are also analogous and contrary to 
Foucault's idea of discipline: analogous, in that the goal is to perceive and analyze the 
micro-like operations proliferating within technocratic structures and deflecting their 
functioning by numinous "ways of operating", tactical means to everyday life; 
contrary, in that the goal is not to make clearer how the violence of order is 
transmuted into a disciplinary technology, but rather to bring light the clandestine 
forms taken by the dispersed, tactical, and make-shift creativity of groups or 
individuals already caught in the nets of "discipline", pushed to their ideal limits these 
O 1 
procedures and ruses also compose the network of an anti-discipline, alteration and 
make things habitable. 
Considering the idea in the sense of doing art or making art work about any 
aspects of everyday life, it is like a method to make things own by using any kind of 
physical materials (paint, camera, paper ... etc.), or a method to make things habitable 
around the everyday life, (it occurs through when people imposing the personal 
stories to the city street systems as to make things "habitable" in their minds), as well 
as to embody the ideas of any sentimental substances into a process, a subject within 
other's space. 
XI Ccrtuau, xv-xiv. 
：Jiri Kovanda -1 hide (1977) 
Jiri Kovanda, as mentioned in the previous passage in the section of “distance 
intimacy of everyday life" and "moments", would also be suitable to illustrate the 
idea. 
In his work, he tried to hide himself by manipulating infrastructures on the 
street, hiding near the trash box, the streetlamp, the arch of the door, the temporary 
walls in the construction site. These infrastructures are all having their own functions 
on the street and are owned by the strategies (the government, the construction 
company, the building owner), Kovanda manipulate them in his way of hiding. And 
his way of hiding did not only mean to operate those infrastructures, but also taking 
an “anti-discipline” action in which no body would actually act and operate the street 
in that way in a normal situation and these infrastructures were not designed for 
"hiding". According to Kovanda's aesthetics, he would probably say that this is 
merely an action to his initial impulse, but if we consider the work under the context 
with Certeau's idea of tactics, as if he is suggesting the tactics are only able to use, act 
and react to the things in the place of other in their own way, his actions visualized the 
invisible acts of the tactics that things might happen in this way. 
f n ” [ V H H Jin Kovcuuh, 
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：Francis A铁-Zocalo, (May 20, 1999) 
In this work of A\f , there is a flag centered in the plaza, as if a huge sundial, 
during different time, the sun rotates thus the shadow of the flag changes time by time. 
The linear, narrow shadow as we can in the shot of the video, the pedestrians were 
very aware of the location of the shadow, as the accumulation of people there 
suggested. As Jessica Morgan said that: "Perhaps it is this literal passage of time, 
following the sundial-like turn of the shadow/ clock hand, which appeals to those 
standing in the shade - who enjoy a willful avoidance of the pressure to 'do’ anything 
0-) 
but follow the earth's rotation.,’ 
f • » » ‘. 
• 赛 � » f t 
_ J f t , 岸 � 
i 
Francis AW , Zocalo, video. May 20. 1999. 
Zocalo is a plaza in Mexico where political demonstrations happen there, yet 
A1 歹 ， c o n c e r n s would not only be the huge sculptural sundial and the historical or 
political idea underneath the place, but the actions and how we think in ourselves in 
the relation with time - how time manifested and how people manipulated the space. 
^^  Tate, Time Zones / rcccnt film and video. The article by Jessica Morgan, Time after time, 
(UK: Columbia University Press, 2004), p. 14. 
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Leisure in everyday life 
• Leisure (and work) 
Leisure in everyday life is a dialectical and paradoxical question. The relation 
of leisure and everyday: two words are at one and the same time united and 
contradictory, the relation is dialectical, it cannot be reduced to the simple relation in 
time between ‘‘Sunday，，and "weekdays", represented as external and merely different, 
leisure — to accept the concept uncritically for the moment - cannot be reduced 
o o 
uncritically from work. 
Leisure cannot be separate from work, every individual is a 'work-leisure' unit. 
For example: A man, after his work is over, when resting or relaxing or occupying 
himself in his own way, a man is still the same man, everyday, when the work leaves 
the office, and every weekends or Sunday are given over to leisure as regularly as 
day-to-day work. We can imagine the man is a 'work-leisure' unity, for this unity exits, 
and everyone tries to programme the amount of time at this disposal according to 
what his work is and what it is not.^ "^  
“ H i g h m o r c , p.226. 
' ' I b i d , p.227. 
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In the very concept of everyday life, there is an obscurity: where is it to be 
found? In work or in leisure? In family or private life? Everyday life is a unity and a 
totality o f -work , leisure, family life and private life, but it is still a bit ambiguous, 
can they be schematized as representational models? Or must they be reduced to fixed 
behavior patterns? 
According to Lefebvre, The social history of leisure shows that during the 
course of a development in which its various stages may have overlapped or 
contradicted each other, it has been transformed in theory as well as in fact. 
At first, leisure gives rise to an undifferentiated global activity which is difficult 
to distinguish from other aspects of the everyday (family strolls on Sunday, walking), 
also, leisure involved passive attitudes (someone sitting in front of a cinema screen 
offers example and a common model of this passivity, the potentially 'alienating' 
nature of which is immediately apparent, it is particularly easy to exploit these 
attitudes commercially), finally, on the highest level of all, leisure produces active 
attitudes, very specialized personal occupations, linked to techniques and 
consequently involved a technical element independent of any professional 
specialization (photography), this a cultivated or cultural leisure.^^ 
• Leisure - a break 
In the society of today, capitalist, bourgeois society, which has its own way of 
manipulating the needs of leisure arising from a specific level of civilization - the 
most striking imperative as far as the needs of leisure among the masses are 
concerned is that it must produce a break 胁 Leisure must break with the everyday 
and not only as far as work is concerned, but also for day-to-day family life, thus, 
there is an increasing emphasis on leisure characterized as distraction: rather than 
bringing any new worry, obligations, or necessities, leisure should offer liberation 
from worry and necessity, liberation and pleasure - which are the essential 
S7 
characteristics of leisure, according to the parties concerned." 
H i g h m o r e , p.22X. 
' ' I b i d ， p . 2 2 9 . 
“ I b i d , p .229 . 
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• The paradox of leisure time 
However, if leisure is merely a break in everyday life then what is leisure itself? 
Is it still part of everyday life? To investigate further, leisure is still part of everyday 
life yet a break from everyday life, there is a paradox here of the leisure and work 
dialectic relations. In regarding the concept of alienation and dis-alienation in 
everyday life, leisure time provides a paradoxical example of alienation within the 
pursuit of emancipation and the attempt to dis-alienate oneself, leisure time in the 
form of “time o f f and vacation is also both extraordinary and separate from everyday 
o o 
life but fully anchored within the everyday. According to Lefebvre, leisure activities 
“are that critique into so far as they are other than everyday life, and yet they are in 
89 
eveiyday life, they are alienation. 
We cannot step beyond the everyday. The marvelous can only continue to exist in fiction and the 
illusions that people share. . . . A n illusion not entirely illusory, but constituting a "world" both 
apparent and real quite different from the everyday world yet as open-ended and as closely 
dovetailed into the everyday as possible. So we work to earn our leisure, and leisure has only one 
meaning: to get away from work, a vicious circle.卯 
• Oeuvres 
Leisure, as a break from work it is still part of our everyday life in which we 
cannot escape and remain alienated. However, Lefebvre privileged the creation of 
“works” (likened to artworks) would be a practice of dis-alienation. These “works” or 
oeuvres are an abstract possibility, or even an impossible Utopia, “present” for the 
audience and creator.… 
In contrast to philosopher, the creator of works (oeuvres) doesn't distance himself from or bracket 
(epoche) everyday life in a mania for the paradox ... concepts, idea’ ideologies. In disengaging 
from the everyday and from social practice, he enters into another practice, his own, poetic action, 
there he is in a relation with other works 一 earlier or made at the same time - with other creators 
of artistic works， 
狀 S h i e l d , P .9X . 
的 I . c t " cbv rc , 1991, p.4() . 
丨hid, p.40. 
" ' S h i e l d , p. 100. 
' ' ' H e n r i Ix-i'cbvrc, La prcscncc ct / ahscncc. (Piiris: C'aslcrnnm, 19,S()), p.214, scntcncos translated hv Shields. 
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In this sense, the creator of works is dis-alienated to himself, it is a kind of 
realization of the impossible (the escape of work or everyday life), and making it 
possible by the abstraction ideas to the actual artworks, and by this practice, there is 
also dis-alienation of the creator of work to the artworks of the others. So artworks 
here provided a chance or a realm for the creator of it as well as the audience of it to 
making the impossible to possible — the alienation to dis-alienation. 
Furthermore, Lefebvre also insisted on the important characteristics of oeuvre is 
being a totality. An indivisible whole, from which something is always lost if it is 
separated into component parts, even though they can be commodified, and thus 
trivialized, they are always a potential occasion for ‘‘moments of presence" when their 
internal qualities are recognized,; 
• Painter as a day-to-day worker 
Since paintings as a medium would easily be associated with high-art, there is a 
need to clarify the reason of choosing painting as a medium to illustrate the idea of the 
everyday. 
As an artist, and especially a painter, the practice of making artworks about the 
everyday requires a long procedure, and usually it is intensive, this kind of day-to-day 
practice resembles to the day-to-day work to any workers, thus, the day-to-day work 
of painting has marked the idea of painter-as-worker: painting as an practice has 
become the everyday of a painter. 
And since the alienation of everyday life is inescapable, while Lefebvre pointed 
out any creation of artworks means actualizing the abstract idea to actual artworks, it 
means there is a possible way from actualizing oneself from alienation to 
dis-alienation by an art practice in making artworks. Here, the day-to-day work of an 
artist illustrate the idea of painter-as-worker might mean alienation of the everyday 
life, however, since the artist is working in a practice of actualizing the idea of any 
artworks, these practice of actualizing, commoditying, trivializing are potentially be 
the ‘‘moments of presence", which mean totality. 
Shields, p. 101, 
David Hockeny is very influential painter to my art works in the more early 
stage as an art student, here, I put Hockeny and Kippenberger together to illustrate the 
sense of intimacy and the coherence of the artist to their everyday life, in which their 
works here indicating their person (as an artist), in relation with their daily life and to 
the whole, the everyday life. 
:David Hockney - paintings of the trivia 
His aesthetics of explicit everydayness is from his painting of landscape, 
portraits and livings in Beverly Hills in 1960-70s to his more recent works of his 
home place, Yorkshire. 
In the 60-70s, his paintings were rather a “bourgeois” example to illustrate, 
when he carefully grasped any moment in the Beverly Hills, it was his everyday life 
but to most of us it was rather the reflection of the rich people's life. Comparatively, 
by leaving the Southern California and go back to his home place Yorkshire, his 
recent paintings in 2000s are more about an explicit transformation of everydayness to 
his work of art, and we can see the leisure life of the late years in his life. There's been 
a dramatic change in recent years, a change of subject matter and a change of location, 
the name Hockney no longer means the heat-struck languors of Southern California， 
(Left) Domestic Sccnc. David Hockncy, Los A nicies 196}，oil on canvas, 60x60 in. 
(Right) WoklgcUc Woods. M) March-21 April, 2()()6. oil on 6 canvascs 72in 144m. 
MichacI (ilovcr, Daricl Hockncy: Just Nature, Museum Wiirfh, (Independent, 30 Apr 20()9) 
http://www.h()ckncypicturcs.ci)in/arliclcs_hlnil/2()()9/()9_()4 3() iiidcpoiuloiU.htnil 
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Hockney's now back living in Yorkshire, and he's painting the East Yorkshire 
landscape en plein air (in open air) just like those Impressionists used to do, like the 
Impressionists also, Hockney wants to chart the changing of the seasons, and so we see 
different views of the same triumvirate of trees or of the same rutty track.^^ 
Hockney spent most of his life time to do painting about anything around him 
in his everyday life, even though there was change of place he lives, by studying his 
paintings, we can see the peoples he met, places he lived, his lovers, his dogs, and 
every little things in his everyday life. He spent his life to actualizing the trivia and 
moments, if we regard it with Lefebvre's concept of oeuvre, we can see the totality of 
an artist with his everyday life without knowing or living with Hockney in person but 
by his paintings, and for the artist himself, the relation of the works and himself is the 
concept of oeuvre which is being a totality, actualized in a form of artworks, and the 
oeuvre indicate the "moments of presence" of the artist in his everyday life. 
丨hid. 
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：Martin Kippenberger - hotel paper drawing as an artistic biography 
Kippenberger spent time with more than a decade in his hotel paper drawing 
series, people might easily relate these drawings with his journey or places he fleetly 
stayed with the context of hotel paper. Kippenberger did collect the hotel papers from 
places he stayed but it is not necessary allow a reconstruction of stages in his life on 
the basis of the address on hotel logos and dates on the drawing， 
The fact is that not all the papers were collected by him, and some of them are 
from his friends and others, he did not emphasize on the record of the travelling 
experience of each hotel he lived, but how the hotel papers as an object or a medium 
for him to be the very first stage or the birth place of his artistic creation of many of 
his other works. Thus, the hotel paper drawings are not only a form of his artworks 
but also a medium of how his works of art were generated. 
t j ^ T-'. 令,t.j•松"，I’ 
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Untitled, Marfin Kippenberger, drawing, / 99J. IJiUillcd, Mcirt'ni Kippcnhcn^cr, (lr(n\’ifig, 1993. 
liclitccl by 卜:va Mcycr-I Icnnann and Susaiiiic Ncburgcr, AJicr Kippenberger, ('Museum iiUHlcrncr Kiinsl Stftung 
Ludwig Wicii,2()()3), p.235, the arliclc by Wihclin SclUirmai川，En-Routc. 
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Milk-Roll-Diet After Dr. F.X. Mayr, Martin Kippenherger. drawing, 1992-97. 
In the mid-eighties Kippenberger eventually discovered the format of hotel paper and thereby 
created his own new genre, from then on nearly all iconographies, figures and objects from his 
other groups of works appear in the drawings often as preparatory studies or as a continuing 
vision . . . i n the handy format of the hotel drawings his imagination finally found a permanent fast 
97 
outlet. 
The bundle of drawings are consisted a hundreds of sheets of paper is much 
more an artistic “biography” or, better out, a meandering, sometimes also explosive, 
QO 
“genealogy” of the work Kippenherger created. While Hockney use his paintings to 
actualize the trivia in his everyday life, Kippenherger use his hotel paper drawings to 
actualize his works of art, the relations are more complicated here: the hotel paper 
drawings is the oeuvre of Kippenherger's art works, the hotel paper drawings plus the 
other works of art are the oeuvre of the artist; similarly, the hotel paper drawings 
represent the ‘‘moments of presence" of the other art works, the hotel paper drawings 
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Conclusion: Travelling 
：the alternation of everyday life due to the change of time and space 
At the end, I will use travelling as a situation in everyday life to conclude the 
above ideas and concepts in this thesis. 
• Change of the mode of living 
Travelling time as a leisure time, it is within everyday life which is still 
alienated as the nature of everyday life, in the above passage, we know leisure time is 
still alienated and at the same time it is indivisible with the working time, so we work 
to earn our leisure time and it is the only meaning of leisure time, which is get away 
from work. 
In the travelling time, a man remain the same man, living in the realm of 
everyday life that he still needs to eat and drink, walk and rest etc., but due to the 
change of space and time, the mode of living is totally not the same as the time at the 
home place (working then earn leisure time and work again), the mode of living is 
changed although some repetitive pattern of living is still the same. Let's say a man 
travelling alone, there is no more obligation to the family on Sunday, no more time 
constrains like "tomorrow is the working day so I have to rest earlier in order to have 
a better working performance，,，thus, travelling, is not only a break from work but also 
a break from the normal work-leisure pattern, any other obligation and time constrains 
in everyday life, although it is still in the realm of everyday life but it is a more 
explicit kind of leisure time when compare with the normal working-leisure pattern in 
our working place and at home. 
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• The journey of the change of time and space 
:The airport 
Elise Lai, A trip to Hong Kong International Airport. 2009. 
The airport as a space, is an extraordinary ordinary space to us, to most people 
it is extraordinary, to those who need to traveling around constantly like any workers 
on the flight, airport, and any economic activity in the airport, peoples going to have a 
business trip...etc., these peoples are get away from one boundary to the other 
because of work rather than leisure, in this sense, airport is usually an ordinary place 
to them. 
However, to most common peoples, travelling is a leisure activity and airport, is 
extraordinary, which is not usually appearing in common people's humdrum everyday 
life. The airport is a public space with its spatial meaning of the most beginning point 
of a journey. It marked the meaning of travelling, something will soon be happened, 
and some pleasures will soon be experienced. I would say it is a gate of reaching 
pleasure for the travellers. 
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：The airplane - as if time has frozen 
After reaching the airport, we go strictly to the airplane, it takes us from one 
place to another, from one boundary to another. It is not only about the change of 
space from one familiar place to another foreign place, but also from one time zone to 
another, on the flight, it takes us across different time zones that nothing can indicate 
what is time now, as time is keep variable since the flight is moving from one 
boundary to another, the time is timeless, as if it has frozen, no visible indication or a 
clock, the only possible way it to count it as the travelling time, how many hours we 
stayed on a flight. 
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H acrylic on canvas, 2010. 
• The travelling time 
:Special experience, strangeness，distancing 
During the travelling time, we encounter many strange things, sceneries and 
peoples, or any special experience distancing from our humdrum everyday life, it 
might be exciting, delightful, disgusting or memorable. These special experiences 
marked a change from our everyday living and separated from what before and after, 
stood out from the banal experience in everyday life. It is similar to what Bullough 
called "distancing，，，and what Dewey described as "having an experience," "'complete 
in itself; standing out because marked out from what went before and what came 
after；' 
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：Hotel as a lived space 
Hotel as an example mentioned before in the passage of lived space, it is a 
commonplace of the travellers, in regarding Lefebvre's threefold dialectics of space, it 
is a place belonged to everybody who pay for it but at the same time belonged to no 
one (except the hotel owner), any things close to the hotel and inside the hotel could 
become our physical and mental extension in the journey, it is how we think of 
ourselves in spatailalised terms, how we lived in a space. 
:Space: use of space, special owned experience. 
In regarding Certeau's idea of tactics, in the journey, nothing is owned by us in 
a foreign country, but we can manipulate things in it but any kind of our tactical 
manipulations. That we are looking for our opportunities to use and manipulate 
anything in a foreign place by our actions, minds, emotions, tastes...etc., but not by 
owning or take over it, we re-appropriate the space of the others (the strategies'). Such 
as shooting a photograph of a beautiful scene of a snow mountain, we do not take 
over it but we make it to become out own thing through the camera, the product is the 
photograph and the non-product memorable experience in our mind. 
:Time: Timeless time 
Other than the space, the time in travelling is not the same with the usual time 
we have in our home place, the time within travelling is similar to what Lefebvre 
called "moments", since moments are those instants that what we would categorise as 
authentic moments that break through the dulling monotony of the “taken for granted" 
in everyday living, and it is according to our own personal criteria, it is a challenge of 
the limits of everyday living as suggested by Lefebvre. Also, in terms of time, 
Lefebvre means that the experience of time passing is variable by moments, one does 
not feel that time has “stopped’，or that one is outside time - It is, in a sense "timeless". 
The time in travelling is not as constrainable as the daily time, and with its quality, 
what we could do is not according to any daily pattern in terms of time, but it would 
be according to the quality in living, the quality of time in travelling, which is the 
timeless time. 
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• Some leisure, treasures and pleasures. 
Considering travelling, I have made a book about it in my graduation show, it is 
about the collective memories and their personal recommendations from their 
travelling experiences. 
Travelling is a common thing to most people, everyone travelled to somewhere 
for different reasons. Every time if we decided to visit any foreign place, the easiest 
way is to buy a travelling guide of a specific city or country. Yet, many travelling 
guides in most of the book stores are about entertainment or famous tourist spots. As a 
traveller, I have a desire to collect and make a travelling guide with some personally 
recommended places away home from different peoples, we can see the book is about 
some relatively personal and intimate travelling recommendations. 
This is a travelling guide of the collective memories of everyone I interviewed, 
and it was a real surprise that many of them showed me their more inner part of their 
life and experiences which I would never get to know in daily conversations. The 
conversations between me and each of them were held in a usually comfortable and 
causal way like having a dinner, drinking coffee and chatting in a private place. 
And from the comments of most of the interviewees, these conversations were 
also a remainder to their memories, recalling many tiny details of the experiences that 
they might have already been forgotten. The book is showing the collected 
conversations and appears as a travelling guide, but I would say another treasurable 
part of this work is those conversations between me and anyone of them. 
jjFl ‘~ 
it- In such a long hour driving trip, felt like as if time 
has frozen, the auto was kept moving but with 
* almost unchanged sceneries outside the window, it 
was felt like oneself was not moving within a still in 
such ride and felt carefree to reach any places far 
away. Concentrated in doing daydreams as time and 
those scenes outside the window were seemingly 
frozen, it provided a change to concentrate on any 
• j j^ — thoughts and the one beside. 
.4 higlnvay from Springfield. Missouri to Chicago, lUnuis. 
Photos and words are from the inten’ie\vees. 
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lO-l Ipm dnzzHng, calm and 
peaceful but not empty. Felt romantic as one of the 
guy in the group of friends was someone special, 
felt like there were only two of them at that 
l l j j j y i ^ ^ J � moment. 
The special guy was a close friend and afraid that if 
- ^ j ^ S j M they get together it would be a damage to the pure 
二她 friendship. 
In the plaza there was a person playing music with 
St. Mark's square, Venice. his violin, and a pair of couple was also there, they 
Photos and words are from the interviewees. started dancing in a sudden. A little envy about the 
girl because the couple was so free, as they 
romantically reacted to the atmosphere of the plaza. 
To hear, share, penetrate and substitute to their experiences in an interesting 
way to communicate in which I really enjoy in doing this book. 
These experiences took me from different time zones, journey, special nature, 
cityscapes and architectures to a special cozy room. By listening to their songs related 
to the experience with the mood of color related, it provided a chance for me to 
substitute in their situation as if I was able to grasp a part of their memories as well. 
It is a kind of distant intimacy, reachable yet unreachable. 
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